The title of my practice-based research project references Zbigniew Bialas's Mapping wild gardens: the symbolic conquest of South Africa (1997) in which Bialas studies the relationship between cartography, literary studies and South Africa. The book's title was a catalyst for my thinking through the connection between geography and my practice-based research project. Bialas highlights in his introduction that mapping is "liberally understood as almost any act of creating stereotypical representations " (1997: 13) . The title of my practice-based research project suggests that our bodies undergo a type of mapping; for instance, they were stereotyped on the basis of the 'racial' 1 categorisation of the apartheid state, or they are stereotyped because of their sex. This mapping/stereotyping of an individual's body remains evident in contemporary South Africa and is often employed for political purposes. The project's subtitle -'or how our garden grows' -references colonial conquering of territory and therefore taming of the 'wild'. It also implies a young garden, or perhaps a recent nation-state.
Drawing on my experience of moving through the Global Cities exhibition (London 2007), I
add the category of movement to the exhibition's categories of size, speed, form, density and diversity to argue that movement is at the core of the individual's experience of an environment. Next, using the categories of size, speed, form, density, diversity and my addition of movement, I analyse Body Maps to show how accessing certain elements of geography studies to focus on the movement of the body in a practice-based research project is an effective strategy to examine the choreography of an individual's embodied experience of both apartheid and post-apartheid South Africa. Belinda Dodson (2000: 148) warns against ignoring or accepting the geography of apartheid, such as urban and rural planning, and notes that "this is a geography that continues to pervade our everyday lives, constraining and frustrating the creation of post-apartheid cultural forms, practices, places, and spaces." The physical artefacts of apartheid South Africa remain reflected in the affluent suburbs, the management of agricultural land, and the availability of services in respective communities. This is not to imply that there has been no physical transformation, as this would ignore the many developments that have occurred since the dismantling of apartheid, for example, the construction of new housing and the development programmes in previously sidelined communities.
Despite these transformations, there remain many South Africans who have not benefited from the removal of the apartheid regime, and it is extremely unfortunate that the current climate of crime and corruption has severely limited the removal of social divisions and the positive integration of previously divided South African communities that make up this cultural geographic landscape. There are, of course, major differences between apartheid and post-apartheid South Africa, but it is dangerous to simply accept that the removal of apartheid legislation resulted in a South African society that can be succinctly described as a society that exists after apartheid, thus providing a neat and tidy taxonomy. Apartheid still has very real physical and cultural effects on contemporary South African society.
According to Murray, "it is not surprising that the spatial separations, racial divisions, and structural imbalances that characterized the apartheid city have insinuated themselves into the post-apartheid cityscape and its representational forms" (2008: 11) . Similarly, Dodson (2000: 148) argues that a "true understanding of the cultural [and racial Daly (2000: 191-194 ) describes how choreography explores and describes "the space between here and there, the space between call and response, and the space between inside the body and out.
[…] Space is the medium of exchange between dancers, between cultures, between performer and audience, between secular and sacred." I maintain that the performance area has a fluid boundary with the space outside its borders, and of course, the dancer's body on and off the stage, and it is vital that this relationship between the movement of the body on stage and the movement of the body off stage on the urban streets, or on the dusty rural paths, is considered especially in light of the apartheid and post-apartheid mapping of the South African landscape as "without our bodies we would have no geography" (Rodaway 1994: 31) . Therefore, this article adopts aspects of geography studies as a framework -a mapto analyse the choreography of an individual's embodied experience on the theatre stage. inspiration from the effects of architecture and urbanism on our contemporary world, through the exhibition's focus on the ever-changing cultural, social and economic forces." I began the exhibition on Level Two (Walk Way), high above the display of photographs, scale models, enclosed boxed rooms for video installations, and other geographical data.
It is from this Level Two vantage point that I spotted a massive satellite photograph of Johannesburg. 3 I rushed down the staircase and stood in front of the satellite photograph that maps the city. Johannesburg featured as one of the ten cities that the exhibition focused on, concentrating on their "social and spatial conditions" (Information Booklet).
Global Cities organised the selected cities, ranging from Cairo to Tokyo, and related artwork into five general categories -size, speed, form, density and diversity. However, it was looking at this photograph, where my eye was freely able to wander, that it occurred to me that perhaps movement should be included in the exhibition's set of categories, for instance, the quality of movement between various areas of the city by those that live in and out of that particular city. During apartheid certain areas would be difficult to move into and through because of legislation. Post-apartheid, movement should be available to all, but various influences such as economics or crime have resulted in people moving in and out of areas, or not moving through certain areas at particular times.
In general, the exhibition did not notice the effect movement has on those that live in various cities, and although it points to "arduous journeys to work on informal public transport systems (a reference to Johannesburg in the Information Booklet), the exhibition failed to acknowledge the crucial role movement plays in the shaping of the categories of size, speed, form, density and diversity.
Movement is "the human condition" (Oguibe 1997: 11) and this related to all of the exhibition's categories. 5 This exhibition did not include movement as a separate category, despite the fact that it was movement that functioned as a through-line -a highway - There in the Tate Modern I was able to move around the models of density, for instance, of the cities of Mumbai and London. I was able to move and look at the cities from above due to satellite photography. I was able to move to various artworks that relate to the cities. Kock's performance alludes to the 'white' South African privilege of having an ornamental garden, and also, how this is a leisure pursuit as illustrated by de Kock's casual manner in creating on stage the plastic ornamental garden.
In contrast, Ntuli's movements were severely limited and this suggests a body that is regulated by industry: it is a disciplined body that labours without leisure. Ntuli began the opening standing on an X 6 taped onto the performance area's floor. Throughout the dance piece, Ntuli would move directly from X to X following a carefully planned pathway. Whilst standing on the first X in the opening, he slowly moved his focus from where de Kock was standing in a straight line along the floor to his X and then slowly up his body. Another instance in Body Maps when the size of Ntuli's spatial movement was restricted was when Ntuli performed the first set of his elevations. He jumped into the air three times in succession, attempting to jump as high as he was physically able. His use of space was regulated, as he had to imagine that he was jumping between two tightly built high parallel walls. This resulted in Ntuli keeping his arms and hands as close as possible to his sides, pointing his feet, and keeping his chin parallel to the ground. This act of landing and jumping had to be precise. This is an uncomfortable and difficult way to perform a high jump since if a dancer is required to make great height in a perpendicular jump, they are reliant on the maximum use of their arms and legs. For instance, the performer bends their knees as low as possible making use of this resistance from the floor to jump higher. By pushing down with the arms in a resistant manner, the back muscles are activated which help to make further height. Instead, in Body Maps Ntuli was unable to make great use of his legs and arms to make height due to the choreographed restrictions on his body: his hands and arms had to remain close to his sides.
A further limitation placed on Ntuli's range of spatial movement in the performance of Body Maps occurred when Ntuli ran across the stage from his first X to his second X. He had to In Body Maps de Kock governs her own rate of movement, unlike Ntuli, who has to follow a disciplined timing system. Later in the performance both performers move together from taped X to X, yet although they are moving together, they are definitely not moving together precisely in time. After watching recordings of rehearsals and the final performance of Body Maps, it is noticeable that Ntuli jumps higher than de Kock, and the positioning of de Kock's X requires her to run slightly further than Ntuli. They can never be in complete perfect time, as the landscape of the performance area requires the performers to travel at varying rates. This discovery demonstrates that despite apartheid legislation governing movement, and the effects crime and urbanisation have on postapartheid South Africans, our understanding of speed is unique to our bodily experience and the demands of the landscape are specific to the individual South African body. Even in the closing moments of Body Maps after Ntuli and de Kock have sped across the stage to their final Xs, their respective tempos when moving through a martial-arts-like motif which places an emphasis on the breath and simultaneous partner movement are never precisely in time, and shall never be, no matter how hard they work to achieve this -in rehearsal and in performance.
Bodily experience of time is distinctive to each body, much like the experience of urbanisation or travel is unique to each South African. Even so, despite this pessimistic view of the performers' experience, some claims can and must be made for group experience. De Kock and Ntuli form and are members of a community as they share the communal experience of rehearsal and performance in regards to this project, as dancers, and as young South Africans. The choreographic demand for simultaneous movement and the fact that the dancers were required to have the same rate of breathing serve as a reminder of the geography that South Africans share, and that South African dance is so well-suited to explore our relationship to each other and the landscape. This example illustrates how South African choreography is able to uncover the ambivalence of the urban environment and its effect on the South African experience. facilitated through their connection to their breath. Even though Ntuli and de Kock are attempting to perform this simultaneously, they divide their surrounding space into manageable components and are further separated from each other and the audience.
Throughout Body Maps there is no music or sound besides de Kock's gardening instructions and Ntuli's controlled breathing patterns choreographed to coincide with his constructed movements. As a result of the absence of recorded music and sound, at times, the sound of the space being carved up by the performers is audible. In fact, the performance was choreographed without music or other accompaniment in order to accentuate the mechanism of the moving body and its movement through space to the audience. And in light of the history of the 'racial' body in South Africa, this movement through space and the form it takes in either co-operation or deviation is unique to each subject thus highlighting the individual agency available or unavailable to the subject.
A performer's kinesphere is shaped not only by his/her body size, but also because of the intersection of gender, 'race', and nationality in some respect -"obviously, ways of holding the body, gesturing, moving in relation to time and using space (taking a lot, using a little, moving with large sweeping motions, or small contained ones, and so forth) all differ radically across various social and cultural groups and through time" (Desmond 1997: 33) . threat is rape, but women are 'daily subject to the possibility of bodily invasion in many far more subtle ways as well ' (2005: 45 gates advertising various security firms, a few depicting guns or fierce dogs that are hired to protect these family homes. Some walls had broken glass or barbed wire on the top to prevent criminals climbing over. These frontages resembled fortresses or prisons, and
here there was an attempt to control the movement of bodies in and out of these spaces.
Movement as a value and practice is extremely important in the South African context.
Firstly, the passage of peoples was one of the conditions of colonialism and migration.
Secondly, this practice was not neutral; as it had both positive and negative consequences, for example, land loss and acquisition. "Forced removals, evictions from ancestral homes, and the active destruction and re-invention of neighbourhoods and communities are just some ways that geographical processes were experienced by South
Africans living under apartheid" (Elder 1998: 153) and colonialism. The historical apartheid assignment of 'racial' bodies to 'racial' spaces makes South Africa a compelling and evocative site for investigation into the relationship between bodies and geography, especially with regards to movement. During apartheid, legislation governed traffic by specific 'races' in and out of 'racial' spaces. Even so, it would be simplistic to ignore the intersection of 'racial' categories with economics and capital. David M. Smith (1992: 314) highlights how the "urban landscape of group areas was thus not only segregated by race but also sharply differentiated according to housing and neighbourhood quality, availability of service and access to work." Smith (1992: 316) develops his outlook on post-apartheid cities and states that class divisions will augment the 'racial' separation of those living and working in the urban areas thus producing cities of 'deracialized apartheid.' Over a decade since his conclusion was published, the effect of economics and class is evident in a survey of urban areas. Though his prediction of which 'racial' groups moving in and out of apartheid segregated areas was short-sighted -he privileged 'racial' factors over access to capital (1992: 315) -former working class/lower middle class areas appear far more integrated than those of lower and upper class areas. Once again, it is necessary to acknowledge the intersection and the ever-changing hierarchy of these discourses and practices and their resulting effects on the South African landscape and the South African body.
This highlights how "the apartheid map is not a coincidental collection of incidental spatial representations. Rather the map is the product of a complicated and nuanced reconfiguring of socio-spatial relations -racial identities invented by inscribing them in space" (Elder 1998: 154) . Therefore, movement by South African bodies in and out of and through space underwent an oppressive type of legislative choreography. Notes 1) I place 'racial' categories in inverted commas throughout this article to make the reader aware of the artificiality of 'race' as a concept, and how this apartheid categorisation had very real effects on the South African body -then and now in the early stages of the twenty-first century. For a brief breakdown of the term 'race' in South Africa, see Erasmus (2008) .
2)
See Jackson (1992) .
3)
For an overview of Johannesburg in terms of its history and sociology, see Mabin (2007) .
4)
These categories were never distinctly defined in the exhibition, and in my analysis of my practicebased project, my aim was not to succinctly define these terms. Rather, I was interested in surveying how dance studies and geography studies have much in common, and how this combined focus highlights an individual experience of the South African urban environment. This article addresses the research processes and their consequences; my primary motive is to survey how aspects of geography studies could be employed as tools to analyse the choreography of a South African individual's embodied experience both on and off the stage. 5) Oguibe (1997:112) states that Africa extends beyond its cartographic borders and has become a "referent for many who reside within multiple borders, those who carry the continent but not the landmass with them", like myself. 6) I credit Clare Craighead of Flatfoot Dance Company for the idea of taping the X to the stage floor.
7)
See Unknown (2008) .
8)
South Africa is a country of perpetual urbanisation. See Lemon (2000) for a concise history of urbanisation in South Africa.
9)
See Zuberi et al. (2005) for detailed analysis of the demographic make-up of South Africa and research into 'racial' classification and migration.
10)
See Koloane (1997) , who refers to the removals of peoples from their ancestral lands as 'absurd chessboard choreography' (32).
11)
The Freedom Charter (1955) and the Bill of Rights for a New South Africa (1993) also include the right to land as a fundamental birthright.
